One could probably seek various socio-political events which influenced the "increased brutality of the community and moral life in Poland." However, I would like to focus on another aspect: the mutual relationship between colloquial language and the lexical layer of songs as an area of popular egalitarian culture, i.e. participating in that struggle of linguistic influence.
Literary and humorous songs
In a study Słowo w piosence. Poetyka współczesnej piosenki estradowej, Anna Barańczak indicated one of the features of the lexical layer of the commercial Polish songs of the 1960s and 70s, i.e. from before the historical moment specified above:
And finally, there is one more limitation, this one of a stylistic-sentimental nature (…) It consists of eliminating from a text lexical units originating from "low" style levels: any vulgar, jargon or pungent expressions, or even only marked with excessive "anti-aesthetic" expressiveness (of course the tendency does not apply to humorous songs, as well as literary songs or songs styled to resemble folk songs).
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Based on the above statement, first of all: popular songs (commercial, stage performed) at least from the beginning of the 1980s corresponded with Orwell's vision of the world where language offered limited opportunities for expressing negative feelings; secondly, paradoxically, it was the version of culture considered higher, the literary culture, as well as the more artistically sublime genre of songs, which sanctioned profanity as a means of expression, using it more boldly than the commercial genres. Linguistics have, in fact, emphasised the significance of literature for the expressiveness of everyday language.
3 Should one recall the most pungent examples offered by Andrzej Bursa or Rafał Wojaczek, one notices how far literature exceeded in that area the appropriate and tempered poetics of stage song. Literary proof of linguistic brutality can also be found in poetry after 13 December 1981. When discussing the language of martial law poetry, in a chapter entitled "Tolerowanie wulgaryzmów" (Tolerating profanity), Dobrochna Dabert offered the following diagnosis:
A more drastic form of isolating oneself from Newspeak was the use of profanity. That constituted a challenge to the sanctimonious language of the authorities. The use of words with a high expressive load aided the release of accumulated negative emotions directed against the authorities and the system. Obscenities did not appear only in anonymous street poetry; high poetry did not avoid them, though it used them much more rarely and only as intentional expressive means. Evidently, profanity is sometimes considered as a manifestation of the objection to existing reality, and a form of community rebellion by disrupting applicable norms, and breaking linguistic taboos. It served a similar function in some songs in the early-1980s, being justified precisely by the historic situation, as an element of linguistic separation from the artificial official character. Andrzej Garczarek was a representative of the literary song. His lyrical ballads about various facets of life could not avoid roughness of language or descriptions of the dark sides of reality. His literary-linguistic manner did not require him, though, to use expressions considered vulgar. And yet he was the author of a song which became a hit in the 1980s; not in the media sense, but rather in terms of its folk message as an output propagated within the community: in dorm rooms, student club rooms, and during singing at hikers' shelters or bonfires. I am referring to the song Przyjaciół nikt nie będzie mi wybierał, which, while carrying non-conformist content, utilised a violently expressed statement:
przyjaciół nikt nie będzie mi wybierał wrogów poszukam sobie sam. dlaczego kurwa mać bez przerwy poucza ktoś w co wierzyć mam…? no one will choose my friends I'll find my own enemies. why, the fuck, all the time does someone tell me what to believe in…?
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The song was written in 1981, i.e. during the Carnival of Solidarity. It was a time when a limiting of the influence of censorship enabled a more unconstrained expression of one's emotions and feelings towards the officially created reality. The biggest meeting of disobedient song artists was held during Przegląd Piosenki Prawdziwej (True Song Festival) at the Gdansk Olivia Arena in August 1981. Andrzej Garczarek was warmly received, while Jacek Zwoźniak received ovations for Piosenka na wszelki wypadek, where the following fragment was received particularly enthusiastically:
I nie trzeba obstawiać się wojskiem, Bo bez sensu dziś taka robota, Lecz w tę dupę wypiętą na Polskę Kopa dać, choćby była czerwona! And you don't need to surround yourself with soldiers, Because it's pointless today, But that arse which doesn't give a shit about Poland Kick it, even if it's red! 6 The author received the main prize: the Golden Gag at the festival; it was the peak of the Carnival of Solidarity.
One author who never had any problems with censorship, as he never submitted his lyrics for approval, was Jan Krzysztof Kelus. The language of his songs was, already in the 1970s, much different from the principles of stage song, considering his completely different communication situation. Regardless of the potential opportunities an author who explored the far reaches of colloquial speech, free from the limitations of censorship had, even his lyrics were not saturated with profanity. However, there was one rather symptomatic case: In Przed nami było wielu (czyli Cohen po polsku), there is a confession amplified with intertextuality:
A może będziesz wolał gdy wrócisz już z powrotem śpiewać o nieznajomej spotkanej w "Chelsea Hotel" "o wszystkich co przed nami na chwilę przed rozłąką kochali się w hotelach kochali się na łąkach…" … a potem ktoś odchodził choć przedtem się kochali a ciebie, kurwa, zawsze zwyczajnie zabierali Or maybe you will rather when you come back again sing to a stranger met at the Chelsea Hotel "about all who before us a moment before parting made love in hotels made love in meadows…" … and then someone leaves though they made love before and you, fuck me, they took away like that
The entire text was a dispute founded on authenticity with the translations of Leonard Cohen's songs by maciej Zembaty, the biggest promoter, and the most popular translator and performed of the Polish versions. The idyllic description from the first part of the quoted fragment, with the inserted quotation from Zembaty's version, was confronted with the description of political oppression due to which art and the language of creative output could not be free from the most basic emotions in the face of injustice. The song in its printed version received a telling note: Białołęka, July 1982, i.e. it was an artistic testimony to the situation of being interned, and the related emotions. An emphatic signal of the distorted community relations was the curse included in the penultimate line, which shattered the artificiality of the pathos of previous fragments of the lyrics.
The final case in the area of artistic song applies to Jacek Kaczmarski. The author of over 650 songs, he virtually never used profanity in his official works; his model of song writing and performing required him to avoid low levels of the language. The individual cases resulted from quoting other people's statements, and do not deserve any further consideration. It is noteworthy that throughout a significant part of his career, Kaczmarski remained outside the influence of the PRL's (People's Republic of Poland's) censorship, and surely there were no institutional limitations that would had prevented him from exploring thus understood linguistic freedom. There was, however, an example of the Bard's intentional violation of norms on an unofficial tape cassette recorded during a private concert, which was later published, with the artist's consent, in the form of a second (or maybe even third) circulation cassette tape. The title song Pijany poeta from the cassette tape did not introduce any obscene content. However, the joke told by Kaczmarski after the song, did indeed:
Czy mogę Państwu zadać zagadkę? Ależ oczywiście, prosimy. Dlaczego w piździe nie ma krzeseł? Jest pełna konsternacji cisza… Jak to dlaczego? Żeby chuj stał. I jeżeli towarzystwo się śmieje, to znaczy, że można się bawić dalej. Jeśli towarzystwo się nie śmieje, to należy się spakować i wyjść. Więc piosenka Pijany poeta działa na tej samej zasadzie.
Can I offer you a riddle? Yes, of course. Why are there no chairs in a cunt? Silence full of confusion… Isn't it obvious? So the prick has to stand. And if the gathering is laughing, that means the party can continue. If the gathering is not laughing, it's time to pack up and exit. So the song Pijany poeta works the same way. Kaczmarski, perceived in the 1980s as the nation's consciousness, the Bard of Solidarity, thus tried to crack the plinth on which his countrymen had already placed him.
Those were, however, all cases from artistic areas which could be defined as literary or comedy song, i.e. considerably detached from the principles of the stage.
Document of new social circumstances
The situation changes when one considers youth and rock music in its different variants. Rock songs, which at least partly used stage rules and then emphatically rejected the previously applicable limitations, began to grow in popularity in the 1980s. One reason for this breakthrough was its social engagement, meaning it responded to the need to describe the reality of young people, diagnose their fears, and to express their rebellion (even if simulated in the case of strictly commercial projects). In the brief introduction to Album polskiego rocka, the brochure's editors wrote:
[About Polish rock lyrics] one can say that they filled the void left by satire, or even artistic song, and they became, in a sense, a document of new social circumstances. We refer to not only lyrics by professionals, but also those crazy young artists, in whose works sometimes excellent ideas competed with low quality scribblings and a lack of writing skills. 8 many other opinions share that tone, e.g. the one included in the insert to a punk rock song collection:
Punk rock is formed rather of subcultural hymns than hits. It's a type of a rebellion. It is a manifestation of frustrations or a calculated provocation. Or both simultaneously. It is a style which is intended to irritate. It is ostentatious simplicity and ugliness of sound. And shouting out the ugly truths about our beautiful world. Or that which appears to be those.
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That context for the phenomenon offers it the status of a linguistic document of the epoch, and enables one to seek significant linguistic features in rock lyrics after 1980. Halina Zgółkowa shared a similar approach when she was developing the material collected and discussed in an article entitled Językowy obraz pokolenia, czyli o języku tekstów rockowych. The acclaimed Poznan-based language researcher noted a specific characteristic. It was: the programme-based approximation (or even association) of rock lyrics with the everyday language of rock fans. Let us (…) quote W. Chełstowski: "Those people use the same language with which they communicate, and with which those for whom they sing communicate." In fact, it is necessary to indicate the mutual flux of linguistic phenomena between the rock and the colloquial versions of the language of that generation. Through those processes, rock Polish, constituting a reflection of colloquial Polish, acquires a significance which is much greater that one could have expected if one considered it only a linguistic tool used for a specialised circle of people. Therefore, the language revealed in rock lyrics can be considered as probably the most accurate reflection of the language of the generation.
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The article was published in 1989, and it offered the perfect division enabling one to view the achievements of rockers after a decade of strong presence in public life, and on the eve of major social changes which were only just achieving momentum.
Before that, though, it is worth mentioning one more article by Halina Zgółkowa from 1988 entitled "Miny na pokaz, czyny za grosz…" O tekstach polskiego rocka
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. There she noted the general tendency among rock musicians to use colloquial vocabulary, jargon, or even vulgarisms (rarely substituted with euphemisms). Based on a linguistic overview, she identified two key reasons for such a situation:
The metaphors used therein were not too sophisticated, but they consistently focussed on two meanings: (1) the vexatious everyday lives of Poles in the crisis of the 1980s, and (2) the restored anti-aesthetic poetics and aesthetics (so vivid after the 1956 crisis).
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The example quoted by the linguist must seem curious from today's perspective (HZ's italics). They constituted the violation of previous norms which, until Polish rock boomed, defined the limits of acceptability of the low style and common speech in songs: All the used lyrics were taken from the archives of the Jarocin rock festivals of [1984] [1985] [1986] [1987] . Those were unpublished texts (some would have probably had considerable problems with censorship due to moral considerations). The study material was taken from fewer than 900 lyrics of various lengths. Should one compare this corpus of lyrics with the official ones (published in youth magazines, broadcast on radio shows, and in the form of records propagated officially), one would clearly notice a distinct difference between the categories. That difference also applies to the linguistic layer, particularly the lexis, and is expressed in, e.g. the level of saturation of lyrics with obscenity, the presence of syntax-phraseology templates, and finally the frequency of the presence of structures violating the norms of correctness.
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Therefore, the perception applied to unpublished works which remained outside the official language, though which aspired to it due to the form in which it was provided. Zgłókowa noted:
Amateurs who wrote the lyrics collected in the Jarocin archive clearly favoured strong linguistic accents. Those strong words were mainly vulgarisms. In some lyrics, their accumulation reached the limits of receivers' immunisation or indifference as vulgarisms which are used often lose their power to shock, they become tamed and assimilated. The examples are not exceedingly interesting since it is simply an index of gutter words appropriated from there, and transferred to quasi-literary texts. Here are said words with their context: "dajcie ognia kurwy" [give some hell, bitches], "Ty stara kurwo giń //ty Burek sraj jej w ryj" [die, you old whore // go on, Burek, shit in her gob], "ogień pali, dym zacina, stare babsko w gacie sra" [flames burst, smoke rises, the old hag is shitting in her pants], "nie jestem faszystą ani skurwysynem" [I'm neither a fascist nor a son of a bitch], "wyje w kłębach dymu rozchełstana zdzira" [undressed whore is screaming in clouds of smoke], "wchodzących w ten syf" [those entering this crap], "idzie szmata ulicą // myśli że jest dziewicą" [a slut walks down the street // thinking she's a virgin], "niech się wszyscy ode mnie odpierdolą" [may everyone piss off], "nie dłub we mnie ty skurwielu" [don't pick on me, you fucker], etc.
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Therefore, the linguist concluded that it would be futile to seek linguistic originality while words taken from slang remain unchanged and not enriched. Thus, one could say that the freedom utilised by young artists does not offer the desired linguistic effects, leads to backward use of existing means, and not attesting to one's artistic development. However, that applies to a certain subcultural circle. Therefore, the above summary indicates which differences existed between regular linguistic practices outside the reach of censorship and those which were allowed into the mainstream media and culture of the PRL. In a situation where obscenity had only begun to appear in the public space (e.g. in films: from the cinema of moral concern to the 07 zgłoś się television series), still constituting a form of provocation, obscenity formulated from the stage had an undertone of disagreement with censorship, provocation, and a rejection of the applicable norms. Considering the themes of the lyrics, and the air of authenticity, which was the basis for understanding, the linguistic naturalism required one to utilise such means of expression.
In Język subkultury punków, marcin Lewandowski wrote:
The language of punks is generally considered a variation saturated with obscenity. That thesis could undoubtedly be confirmed by a brief analysis of the semantic and lexical groups. In almost all of them, there were expressions which violated a linguistic taboo, which were used to express emotions towards someone or something. Punks' lexical repertoire included both words considered indecent regardless of their semantic characteristics or the contexts in which they appear (e.g. 
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The author went on to find the reasons for the common presence of obscenity in the language of that social group. He mainly identified the intentional violation of a linguistic taboo as a manifestation of a moral-stylistic provocation, contestation of language against the existing norms and values, and a sign of the times. He proceeded to emphasise the complex nature of the meanings of vulgar expressions, inferring a representation of a wide range of feelings ("on the one hand: aggression, hatred, rage, rebellion, fright, resignation, disillusionment, and, on the other: amazement, joy, astonishment, and excitement") from their homonymous nature. "It is, therefore, incorrect to consider the use of vulgarisms solely as an attempt to express only negative feelings," concluded Lewandowski, as much in reference to the language of the punk subculture, as to the contemporary language in general. In fact, a similar intention has been shared by rappers, who for several decades now have participated in the culture between unofficial and mainstream media.
This is our culture
The important change resulting from the cultural reassessments of the turn of 1990 nullified old norms and introduced its own principles of communication. From today's perspective, it is clearly visible how the availability of the means of the distribution of culture enjoyed by the new generation has altered things irreversibly. One outcome of the opening of mainstream media to new trends was the permeation of the once subcultural norms into general circulation. An excess of experiences was ensured by a crash course on post-modernism, which had already been well-established in the West, and entered Poland with an impetus in the 1990s. While trying to consider all the social and cultural factors which influenced the expansion of obscenity after 1989, one needs to remember about the liquidation of GUKPiW (Chief Control Bureau for Press, Publications and Performances), which was formally dissolved in April 1990, but from the summer of 1989 had fulfilled virtually none of its censorship functions. Throughout the decades of protecting the system, censorship also shaped moral norms. Therefore, it was natural that once liberated from its oppression, people began to test the limits of the available linguistic possibilities.
For society, the 1990s were a period of cultural shock, and particularly distinct reassessments which played out within the realm of popular culture. The times I am referring to saw the release of Władysław Pasikowski's blockbusters, first Kroll and then Psy. The films, with their plots depicting a watershed period, and the sickness within the post-communist special police, used linguistic vulgarisation as one of the major elements for constructing their reality. The following is a fragment of a typical review from the Gdansk film festival in 1992, which discussed the impression the film made on the reviewer:
The language which the people in film use is deficient and foul. I will probably not hear so many words beginning with ch, k, and p within the next three months as I did in the festival theatres within the last week, though I do not shun away from contact with the grey areas of reality. In the already famed Psy, all dialogues could be written using a single verb and a single feminine noun. The Polish record remains safe.
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From today's perspective, the evaluation seems somewhat unidimensional, particularly if one considers the potential the dialogues of the film offered language users to absorb a multitude of so-called cult quotes (kultowy tekst -the term is being ousted by the term winged words), which were not just limited to vulgar expressions. In truth, though, films have become an important element of both recording and sanctioning new linguistic norms, which have in a completely unhindered way gained their place within society. The acceptance of the models coming from across the ocean (the entertainment-based approach to brutality and violence, with the support of linguistic material, making reality more probable and attractive) as the dominant culture has only amplified the general tendencies in the Polish culture of the turn of the 21 st c.
Punk's Not Dead
It seems that in the case of the above-mentioned process, the subcultural youth community has had a key significance. Stemming from the achievements of the counterculture, standing against the existing trends, they exerted the greatest influence on the shaping of the sensitivity associated with contesting all existing norms. It was also the basis for the formation of the linguistic habits of the later elite: artists from various areas (musicians, writers, poets, actors, film makers, journalists, and, finally, television and radio chief editors, etc.) A considerable group of people who gained a voice after 1989 have defined their roots precisely within the space contesting the official culture circulation and favouring diverse independent scenes, together with their subcultural bases. Language had to fall as one of the victims of such a revolution.
It did not, of course, mean that the new cultural elites of the early Third Polish Republic came solely from communities which abused vulgarisms. The issue lies in the fact of the shift of moral norms, the approach to taboo in language with the inevitable generation change. That revolution first happened in the widely considered underground community, later, along with the new social order, it gradually found its place within the space of the official culture. For the generation which entered a reality liberated of any censorship limitations, carrying a morality de-veloped in various subcultures, it was a natural space of linguistic and cultural freedom, which was utilised to the fullest.
19
Within the culture of the 1990s, marcin Świetlicki has become known as an artist who skilfully combined the roles of a poet and a lyric writer, and a rock artist (the term singer somehow does not fit here). Due to the qualities of his poetry and the popularity he gained thanks to stage performances, for many years he was the representative of the poetry of the new time, a generation which entered official literature after 1989, in the role of a rebellious thirty-year-old. An air of scandal was amplified by the popularity of Nieprzysiadalność, a work in which one particular phrase was the most absorbing: Ja to pierdolę, dziś jestem w nastroju nieprzysiadalnym.
Fuck this, today I'm in a don't-sit-by-me mood.
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And even though the poet himself stressed that obscenity was not a means of expression often used by him, it is worth remembering the axiological shifts due to which today's criteria require one to treat as vulgar speech an extensive collection of lexis, which not that long ago was located in lower registers. Świetlicki also capitalised on the popularity he gained as a representative of the new language in poetry after 1989. It was in that poetic formation that the tendencies for linguistic barbarity appeared, while a poem by Zbigniew Sajnóg entitled Flupy z pizdy, which through its terseness and original obscenity constituted an easily 19 It is not the intention of this study to reflect on the vulgarisation of the language. However, in the works of linguists of all decades, one could notice a continuing consideration and concern for the gradually progressing devaluation of moral norms. I am referring to articles which cannot be summarised in this text, but which constitute a fascinating read on the recording of social changes reflected in the language, e.g.: m. Kita, "Ekspansja potoczności", Prace Językoznawcze 19, Studia polonistyczne, A. Kowalska, A. Wilkoń (eds.), Katowice 1991, Prace Naukowe Uniwersytetu Śląskiego 1178, pp. 83-90; J. Kowalikowa, "Znaczenie i funkcja wyrazów tzw. brzydkich we współczesnej polszczyźnie mówionej" (pp. 107-114), and m. Schabowska, "Funkcje elementów potocznych we współczesnym języku oficjalnym" (pp. 67-72), in: Współczesna polszczyzna mówiona w odmianie opracowanej (oficjalnej), Z. Kurzowa and W. Śliwiński (eds.), Universitas, Krakow 1994; H. Wiśniewska, "Co począć…", pp. 82-86; W. Lubaś, "Rola słownictwa potocznego w polszczyźnie ostatniego dziesięciolecia" (pp. 59-68) and J. mazur, m. Rzeszutko, "Słownictwo 'NIE' jako przykład agresji i wulgaryzacji języka we współczesnej polszczyźnie" (pp. 149-160) Literature and culture alone sanctioned the language which was used increasingly often by the representatives of various social groups.
Kazik
One of the major music artists of the last thirty years who treated obscenity as a means of expression like any other (if not privileged), is Kazik Staszewski.
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Who knows if it was not him who guided the genre towards its present freedom in using obscenity -when viewing the wide perspective of the entirety of communication. Probably the first song which became popular despite its poignant vulgarism included in the chorus was Jeszcze Polska, which spewed critical images of the Poland of the early-1990s. One chorus line is most noteworthy:
What have you, fuckers, done with this land The entire song is an overwhelming image of the reality of Poland in the first half of the 1990s, which, against people's expectations, did not become a land of universal happiness, while the quoted phrase applied, of course, to politicians. In an overflow of colloquialisms, obscenity is a natural and justified element of the thus presented world.
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Kazik used obscenity as a legitimate means of expression, and one could say that he did not approach using it with any particular emotional load. It is an element of common language, and being that, it is located within a linguistic communication which co-forms the lyrics. What was noteworthy was the increase in the frequency of use of obscenity in the lyrics of his solo albums from the 1990s. Obscenity exists as an element of the language which describes the presented world. That shows vulgarisms have become commonplace in everyday language, and there they also appear as one of the linguistic means used for describing reality. The title song from the 12 groszy album was in the top three of the Polish Radio Three hit list for 15 consecutive weeks, including 6 weeks in total in first place. Kazik's hit was also voted The Song of the last 25 Years in the 25 Years of Liberty survey organised by the Świat się kręci show. The winners in other categories included Wojciech Kilar, marek Koterski, Adam małysz, Jerzy Owsiak, and John Paul II.
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When a vulgarism becomes so common, its functions become supportive for the linguistic context of a song. Therefore, particularly noteworthy are the situations when a vulgarism draws the attention fulfilling a chorus function. In my opinion, that is the case in the chorus of DD:
Będziesz wisiał Müller, ty kurwo jebana, za to że DD się błąka po obcych krajach You'll hang Müller, you fucking cunt, because DD wanders through foreign states
The direct vulgar reference to another person, in combination with a punishable threat, constitutes a special type of linguistic aggression. Additional meaning should be sought in the phonetic version. The name Müller, anonymous based on its homonymic nature, articulated in the song sounds like Miller, which in turn was the surname of the prime minister of the Republic of Poland, whose presence could be justifiable for social reasons, considering the origins of the work. When referring to the main protagonist, Kazik span a long story. Only the initial and final fragments indicate the author's emotional attitude towards the protagonist:
It is a real person, our fan Didi. We met in the 1990s when Kult were signing records in Empik in Nowy Świat. It lasted four or five hours, and to get a good place, you had to come several hours before. He was always one of the first to come (…) Didi was a contractor. His company was growing, but he lost two important tenders, and he went bankrupt. His family fell apart. He left for Spain. He had a car accident after which he took stock of his life. He stopped drinking, and he started to get back into shape. Currently, he lives in Tenerife, and he is starting a new business. He is a charming smart dude; he is likeable, even my grandchildren love him. Another case of someone who is a good professional, but didn't have the conditions to develop here, and had to set off into the world.
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However, the author introduced signals which might indicate that the statements by the poetic persona ought to be considered as the voice of another figure, as if his statements were only the poetics of the role. The rather trite statements:
Taki dobry chłopak a tuła się po świecie Taki dobry chłopak swego kąta włas-nego nie ma To nie w porządku… Taki dobry hombre musi tułać się po świecie Taki dobry chłopak tęskni w dalekich stronach… Such a good boy, yet he wanders the world Such a good boy, yet he doesn't have a room of his own That is not right… Such a good hombre, has to wander the world Such a good boy longs for distant lands… seem like a regular nagging of a figure with rather low linguistic competences, and the related limitations in expressing emotions. And yet there is a kind of a game between the senders, as if the performer and the author used a mask of poetics, i.e. by assuming the form of a simpleton, the author tries to say something personal. That game, difficult to settle, may indicate how songs are prone to various interpretations.
Grabaż
One of the model representatives of the generation of the transformation era 26 was Krzysztof Gragowski (aka Grabaż, the leader of Pidżama Porno, though the drummer and the author of the lyrics of Dezerter with the same name would also fit the above description). From the start of his career, he was fascinated with the anti-aesthetic trends in song-writing; he actively engaged in the lives of various subcultures; he violated many linguistic taboos within the stage song aesthetic. In his works over the years, there were several dozen songs in total which included obscenity in various functions. 27 Here are some examples (in-depth analyses would require broader contexts, but the following quotes were intended mainly to emphasise the frequency, viewing the artistic functions below based on selected examples): The above examples indicate that Grabowski rather consistently used vulgarisms throughout his creative period -regardless of whether he operated within the independent scene or approached the mainstream, as has been the case in recent years. With such a saturation, is it clear that obscenity, just like in everyday language, has found a legitimate place in songs, maybe not mainstream and massively popular songs, but still, songs the popularity of which exceeds considerably the framework of the niche independent scene.
That set also helps one realise that thus considered vulgarisms may be endowed with various functions, depending on the communication situation the poetic persona creates. In some cases that applies to the poetics of the role, where the language defines the character and reveals his/her primitive nature (Strzelaj lub emigruj, czyli pieśń głodnego robaka, Marchef w butonierce). A similar motivation can be found in the song Styropian, where the set of self-accusations embellished with vulgarisms brings to mind the ironic use of various accusations formulated against the artist by his former fans disappointed in him.
most often, though, vulgarisms are simple elements of expressions, they merge into the background and the language, without remaining the focus of one's attention (I znów zima za dupę mnie trzyma…, Tam gdzie kurwy, grzyby i krasnale…, Nim zostaniesz zdalnie sterowaną dziwką, Czarną szosą w czarną noc popierdala czarna wołga, etc.) That is a proof of the linguistic freedom which enables such stylistic choices.
A special case is the emphasising of vulgarisms by placing them in the chorus or other significant locations within a song, which focuses the message around a specific expression. That is the case in such songs as: Bułgarskie Centrum Hujozy, Cygański zajeb (the titles), Film o końcu świata, Pogrzeb Króla. In the final case, that consisted of multiple repetitions of the word "spierdalać" [to piss off] with dynamic music in the background, in the finale of a song, which is a surrealistic impression of Poland after the death of John Paul II.
A special role should be reserved for the song closing the above list, i.e. Żyję w kraju, where a significant part of the message is focussed on emphatic vulgarisms. Grabowski's reflection made from the point of view of an artist aware of the need to make decisions regarding the planned (which does not mean it is always fulfilled) fate of a song:
It was more or less like this: there were a couple of people who listened to the initial partial versions of the songs. Everyone said that it was a shame that the song had such words. Because it could had been a dead certain hit, but everyone knew that you could not make a single out of it. And I said: "No fucking way." Even if I would have to stand up to everyone like a dick, it will be a single, the first song. I once again stood up to everyone and I said: "if that's your decision, then screw you." And I realised we were pumping a lot of money into it by simply posting it on the internet. But then, surprise, surprise, radio stations started playing it. And the song started to function.
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In a concise manner, Grabaż defined the mechanism which often constitutes the first step towards creating a hit. In the case of a song so saturated with obscenity which offered an attractive music layer, the decision to release a single (i.e. a potential hit for radio stations) was risky, though, as it turned out, not doomed to fail. The phenomenon of self-censorship impels one to start working out what will be most beneficial, yet the final outcome remains unknown. The single sent to radio stations included a few versions, including the so-called single version and the censored single version, where the vulgarisms were suppressed with overlapping sounds. The stations used the latter most often, which does not cancel the role of obscenity in creating the attractiveness of a message. The outcome was the first place for two weeks on the Polish Radio Three show's hit list, which can still be used as one of the indicators of a song's popularity. The song remained around the first ten on the list for over 10 weeks .
In reference to the above-mentioned examples, one should consider the interesting case of the album !TO! of 2012. Recorded as a particularly anticipated album after the success of Dodekafonia and its hallmark hit (Żyję w kraju), !TO! quite distinctly removed vulgarisms. Grabaż abandoned the characteristic depressive atmosphere, which formed the special undertone to the previous album. Even though it included songs extremely similar in terms of their themes to some songs from Dodekafonia (Bloody Poland, Bankrut, I Can't Get No Gratisfaction, Jesteście gorsi niż wasi starzy, Dreadlock Queen), a different distribution of the emphasis (e.g. the opening and the closing of the album with two songs lighter in terms of their music and lyrics) resulted in the album being considered as much lighter than the previous one. It seems that such was also the artistic intention of Grabowski himself, which aligned with the visual layer of the promotional efforts: unlike in the case of Dodekafonia, which was accompanied by a photo shoot with a very aggressive character, in the case of TO, the band appeared in light tones, they were all smiles, and changed in relation to their previous image. Such a message was also reflected in its tamed language. As an example, consider the beginning of the most politically engaged song with an aggressive title: Bloody Poland:
Specyficzny to kraj -o, ja pierniczę -Gdzie najlepiej sprzedają się znicze It's a peculiar country -well I'll beWhere what sells best are grave lanterns Considering the earlier character of Grabaż's works, in the first line one could have expected a much more pungent expression, while the task of emphasising in the rhyme position the term "grave lanterns" surely would not pose any problems for such a seasoned author, had he wanted to do it. It was his intention to apply a euphemism, because that's what the expression "well I'll be" is. One would be hard pressed to find any vulgarisms in the remaining songs, even though they offered various levels of intensity on social themes.
Kukiz
In December 2015, Paweł Kukiz, a Polish deputy, posted this to his Facebook profile: "And as a 'good night', I dedicate this to the defenders of 'democracy'." He attached to it a video clip of the song Virus sLd, which he recorded in 2004 as the leader of the band Piersi. The entire song is consistently maintained in the convention of a curse 29 , consider the lyrics:
Jak ja was kurwy nienawidzę I jak ja wami kurwy gardzę Jak ja się za was kurwy wstydzę Gdy za granicę czasem zajrzę Jak ja się wami kurwy brzydzę Jak ja was dobrze kurwy znam Jak ja się bardzo ludziom dziwię Którzy wybrali taki chłam To wszystko czego się dotkniecie Od razu obracacie w pył Szarańcza przy was to jest bajka Bo cały kraj już zgnił Rozpasłe mordy, krzywe ryje Kurestwo wszędzie tam gdzie wy Jak ja was kurwy nienawidzę Jak do was bym z kałacha bił A nawet jak wam plunąć w twarz To wy mówicie że deszcz pada Jebana wasza partia mać Co mi ojczyznę okrada Nadejdzie kiedyś taki czas Za wszystko kurwy zapłacicie W helikoptery wsadzę was I nigdy już tu nie wrócicie Oh, how I hate you, you fuckers And how I despise you, you fuckers Oh, how I'm ashamed of you, you fuckers When I pop abroad Oh, how I'm disgusted by you, you fuckers Oh, how well I know you, you fuckers Oh, how I'm surprised by people Who elected such crap
Everything you touch You turn into dust Locusts are fairy tale creatures compared to you Because the whole country is rotten Fat mugs, ugly yaps Fuckedness everywhere you are Oh, how I hate you, you fuckers How I would spray you from an AK-47
And even if someone spits in your face You say it's raining Your whole fucking party That robs my homeland There will be a time You will pay for everything I'll put you on helicopters And you'll never come back 30 Those who expressed outrage at the post mainly focussed on the change of the social position from which the former musician sent his messages. Being 29 The convention brings to mind the famous martial law poem by an anonymous author entitled Bluzgi (aimed at Gen. Jaruzelski), popularised thanks to a performance by Emilian Kamiński at Teatr Domowy, and propagated on second circulation cassette tapess. 30 As quoted in http://www.tekstowo.pl/piosenka,pawel_kukiz,virus_sld.html (accessed on: 13.12.2017.) [English version translated from Polish]. a deputy, he should be bound by different moral standards than a punk rock musician. However, there was also another important characteristic: the fact of directing vulgar speech at a specific figure, social group, or a community. Originally, according to its title, the song was designed against the governing party at that time; years later, it was used as a weapon against the manifestations of the Committee for the Defence of Democracy (KOD). Such a directional use of obscenity seems more aggressive, and in violation of social norms, rather than just a cultural threat to the abstract notion of language.
Spięty
Based on the previously discussed examples, one will see that in recent decades, obscenity in songs has been the main carrier of aggression, and negative and contestational content indicating the negative attitude towards the existing social order.
An example of a more complex game with obscenity is offered by the works of Hubert Spięty Dobaczewski, the leader and the author of the lyrics of Lao Che.
31 Even though in individual songs obscenity is not placed as the main focus, it draws one's attention to the author's output, and it is a constantly present element of linguistic reality. Spięty uses vulgarisms regularly, though they are intertwined within an unclear and ambiguous context of playing with conventions (musical, linguistic, and cultural). In his works, words often surprise each other, and that also applies to indecent expressions.
Powstanie Warszawskie was the album that helped the band become popular. The artist must have been aware of the fact that in such cultural circumstances vulgar expressions may prove particularly controversial, which is why he used them thoughtfully, though boldly. The linguistic image of the whole was influenced by the deconstruction of the language of the period through various collages, which also introduced extensive vulgarity drawn from various linguistic sources.
The album's opening song Przed burzą seems entirely put together from quotations, and fragments of reality. By introducing theatricality, it reproduces the atmosphere among the partisan forces within the final moments prior to "W" Hour (an intentional disruption of such a simple placement in time is an inclusion from a song from the 1980s). These are the fragments of the language one could find there:
Wolność ja kocham i rozumiem, wolności to ja oddać nie umiem. A kajdany mi dzwonią, gdy cień Gapy nad głową, Czas, by powstać i rachunki wyrównać krzywd, Nazistowskiego by ducha wypierdolić, "mamidła z wąsikiem" marionetki, Nie wyjdzie stąd żywa psia-jucha parszywa … kurwa Wasza Faszystowska Mać.
Freedom I love and understand, freedom, I cannot give up. And the shackles jangle when the shadow of the Nazi Eagle's overhead, It's time to rise up and settle the scores, To fuck the Nazi spirit, "The mirage with a tache" of the puppet, Will not leave this place alive that lousy dog shit … kurwa Wasza Faszystowska Mać.
The mixing of quotes from various cultural levels resulted in a clash of poetic pathos with the hilariously archaised soldier talk. The theatricality (through the use of a radio show convention) conducted in a post-modernist collage version utilising samples and various musical styles, engulfed the entire album, which is why the moderately used vulgarisms constitute an element of continuously independent speech which dissipates the opportunities for defining the text's sender. Considering the album's historic nature, the singer/performer of the songs is intentionally more of an actor playing various roles than the author's alter ego. Thus, he also distanced himself from any vulgar expressions, treating the entire message as someone else's words, though specifically his own. The vulgarisms, then, were selected in such a way as not to shock, and to correspond to the linguistic culture of the epoch, subject to brutalisation by the unique situation of the eye of the storm of the war. Therefore, they assume not as much an expressive function as a parody or, more broadly, comical function co-creating the cultural confusion in which Powstanie Warszawskie plays out:
Gar gówna tym gównoryjom i prztyczek w nos, rykoszet rozpieprzył zbożówki termos, pale papieros papieros papieros papieros papieros, los los los barykado nasza Polsko mała! Idź Pod Prąd! Na barykadzie, na Rejtana, jeden, drugi bedzie w portki rżnąć, w portki rżnąć, w portki rżnąć! Żaden to wstyd, wszak wszyscyśmy tutaj wiarą dusz. Polka na RKm i granaty… A pot of shit for those shit-eaters and a snap on the nose, A ricochet fucked up a flask with vodka, I'm having a smoke a smoke a smoke a smoke a smoke, fate fate fate our little barricade Poland! Go Against The Current! To the barricade, as Rejtan did, one, two will shit his pants, shit his pants, shit his pants! There's no shame in that, we all are here a legion of souls. A Polish girl to the chatterbox and grenades… Yes, yes, yes! All right, haha! … copy, copy, this is London speaking… (…) That's not our thing, our thing is to do our thing. Listen, London, we do not need radio shows, We demand ammo! (…) How are things? -it's peaceful like during a war, a bitch of a blast here, a bitch of a blast there, and the rest is quiet.
Yes, yes, yes! All right, haha! In the audio version, the articulation, due to the distribution of stresses, brings the meter close to chanting. The inclusions from other languages resemble the circumstances of a radio watch, where various frequencies, shows, and messages blend. It comes as no surprise that such a narration includes both a short soldier's exchange of thoughts and a humorous one. Considering the tragic nature of the historic context inscribed in the whole album, such inclusions together with the English expressions concluding that quote offer bitter irony, and not an instance of a mindless game.
On the Gospel album, the mechanism of lowering the style to one which is excessively common has a holistic form strongly associated with the intention of violating the zone of the sacred. In a diverse way based on a multi-code nature, the album raised the issue of the man -God relationship. Expressions verging on being vulgar, and those actually vulgar, become elements of such a strategy, though it does not possess the characteristics of a confrontational provocation. Because, you know, I had an ambition to create a resolute race. And you buggered it in your human way. I'm frustrated as hell… (Hydropiekłowstąpienie) In the second example, there is a euphemism, but if one realises that it came from God's monologue to Noah, the commonness assumes the characteristics of (humorous) vulgarity.
Spięty's first and only solo album entitled Antyszanty offered an area for free stylistic experimentation, which, among other things, consisted of the language, including vulgarisms, though there as well they were justified with a constant game between the sender: the artist -performer -author -and various characters, which could be assumed thanks to the poetics of the role. By utilising the achievements of comedy and stage songs, Dobaczewski assumed the roles of characters for whom such a language could be justified. In many cases, he verges on coarse obscenity: Even there, there are natural contexts, which enable artistic justification of the vile speech. The language of Antyszanty, rocked like a pirate ship, creates a particular environment for various peculiarities, where vulgarisms constitute an element of folk nature, and the low provenance of the seaman genre. Indecent words are also a form of fulfilling the postulate of being anti-genre. Shanties in their codified form rather bring to mind decent lyrics, while excess use of vulgar expressions constitutes a disruption of the original communication situation. Thus understood, vulgarisms also support the parodist function of the entire material.
In "Na końcu języka" from the Soundtrack album, there plays out a competition between vulgarisms and euphemisms:
Są słowa, co je chłopaczyna na murze maluje, Że policja jest brzydka, a Ala w siusiaka całuje. Such a punchline is the result of broader meta-linguistic considerations devoted to the ability to express one's own thoughts and emotions using words. The essence of those works is the constant confronting of our linguistic experience with added meanings, which sometimes leads to rebellious devices. A linguistic provocation leads to drastic operations, which violate the principle of good taste. In "Jestem psem", there is a passage: When out of context, that passage should arouse outrage. If one, however, realises that it is closely related to the anthropomorphisation of the speaking persona, i.e. a dog, the initial reaction subsides and is replaced by a natural linguistic experience, which says that a bitch is a female dog, and it does not need to evoke any negative associations entailed by the vulgarising usage, though, of course, the artist's intention was to stimulate the receiver's sensitivity.
The Dzieciom album displays consideration for a particular understanding of the rules of decorum. Despite its title (For Children), it was developed for adults. However, since its author utilised narration styled to mimic children's culture, the album fluctuated between the two areas. Spięty, having often proven that he knows the low and the very low speech very well, on that occasion decided to use such an expression, which every toddler would be able to use intentionally or unwittingly.
Dzięki za radę Dżinie, Na nic ona zda się. Pakuj dupę w lampę, Skąpy grubasie.
Thanks for your advice, Genie, It's worthless anyhow. Put your arse back in the lamp, You cheap fatso.
That is an instance of an intentional disruption of the levels of communication: the tale of a mysterious spirit, usually enveloped in an air of mystery and the related loftiness, is confronted with colloquial language, not obscene, yet vulgar. In "Wojenka", the same expression is compared with a not-so-distant archaism, which pacifies emotions:
Żołnierz na froncie gnije w okopie, żona pisze: brzuch duży i mały kopie… myśli żołnierz -w dupie z wami i waszymi wojnami. (…) Gdyby do nas przyszła, żeby ją zaraza ścisła,
The soldier rots in a trench on the front, the wife writes: belly's big and the boy is kicking… The soldier thinks -the fuck with you and your wars.
(…)
If it came to us, plague on her,
That expression, apparently considered as absolutely benign in the selected narration, appeared a few more times throughout the album:
Wył do księżyca wydłubując z dupy śrut.
(…) www.dupka jak rzepka chrupka (Z kamerą wśród zwierząt buszujących w sieci)
He howled to the moon picking pellets from his arse.
(…) www.arse crunchy as a turnip (Z kamerą wśród zwierząt buszujących w sieci)
Sometimes there appear euphemisms, which are to additionally confirm the author's awareness of the communicative principles:
Niemoc goni niemoc, ale pomiędzy: Wszystkie kolory tęczy do urwy nędzy.
(Errata)
Powerlessness on top of powerlessness, yet between: All the colours of the rainbow, uck me. As indicated through the example of Spięty, obscenity can also be the focus of linguistic games. Those, in turn, in a much broader sense, in the olden days (before 1980), were available almost exclusively in more sublime forms of songs, e.g. literary and stage songs, or sung poetry. The saturation with vulgar expressions, and the freedom of using them and utilising their flexibility in works intended for official publication and public appearances, have become generation trademarks carried forward from the experiences of the new Poland.
Euphemism
In reference to the above examples, one could become convinced that contemporary songs which utilise modern music forms, and which aspire to describing reality within the textual layer, cannot exist without the use of vulgarisms.
Contrary to such a thesis would be the rich output of Pablopavo 32 , who, while exploring various areas of colloquial speech, manages to use a language almost entirely free of vulgarisms. Expressions such as in "Ośmiu" are rare in his works:
I tylko czasem w knajpie, gdzie robiłem za silnego jakiś frajerski, niedopity typ okazywał się w dodatku niedobity "Ej, mistrzu! To jesteś kurwa ty?" (…) Liczę ich dokładnie, jak wtedy w Jaworznie sędzia kiedy zza rogu wychodzi jeszcze sześć mord może to i lepiej? Sprawa jasna, choć ciemno "Ruszaj, skurwysynu! Kozaczyłeś? To chodź! And only sometimes at a bar where I worked as the bouncer some drunk berk proved to also be not kicked enough "Hey, Champ! Is that, fucking, you?" (…) I'm counting them carefully, like that time the judge in Jaworzno when from around the corner six more mugs came out maybe that's even better? The case's clear, though it's dark "move, you son of a bitch! You think you're a tough guy? Come on then!"
Clearly from the context, they exist as independent speech, as an element of aggressive speech prior to a fight.
The fact of avoiding linguistic rudeness has even become the focus of an amusing play on words in "Telehon". By using an oniric convention for presenting
The increasing level of obscenity in the language is a fact which can be observed every day in social life, including in the media. It is a result of the complex cultural processes of recent decades, out of which I was able to consider only a few herein. Songs, being a particularly egalitarian area of culture, have clearly recorded those tendencies, probably supporting them by sanctioning pejorative linguistic habits. Today, vulgarisms, over 25 years after liberating the language from the care of censorship, are widely present in songs, which a large number of Poles consider important, good, and wise. That stylistic device helps express, and shapes the manner of expressing, one's emotions, and describe reality, and it is also a manifestation of the generation's fear of loftiness. It has become the focus of various strategies, in some cases it enables one to associate the speaking persona of a song with the performer, and, to the contrary, in others it enables one to remove oneself through the speech of others. The latter operations require trust in the receiver's communication competences, as they must decode meanings resulting from the linguistic attributes of the speaking (singing) persona, identify irony and the distance, a result of the differences between an author's proprietary dominant style, and the persona created by her/him. In such roles, vulgarisms often become an active ingredient of humour. The fact that the noticeable vulgarisation of the language also leads to intentional artistic decisions on euphemising the message is an undoubtedly positive phenomenon.
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